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The Glagolitic printing office in Rijeka was established by Bishop Šimun 
Kožičić Benja at the end of the year 1530 and in about six or seven 
months published six books in the Glagolitic script. As a group, these 
books contain six illustrations and a set of historiated Latin initials 
that connects them with contemporary Venetian publications and 
book design.
By examining books printed in Venice during the first decades of the 16th 
century, the author has identified models for most of the illustrations and 
the initials printed by Kožičić. The illustrations used in books printed in 
Rijeka are analysed regarding their stylistic and iconographical features, 
and interpreted as carefully chosen elements of a visual program that 
reflects the idea of Kožičić’s publishing undertaking.
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In the late 1530, one of the most prominent Glagolitic hu-
manists, Bishop Šimun Kožičić Benja (around 1460 – 1536) 
established a Glagolitic printing office in Rijeka and in about 
six or seven months published six books in the Glagolitic 
script.1 He started his publishing venture soon after his return 
to Rijeka from Venice on the 17th of October 1530, where he 
travelled most probably dealing with issues relating to the 
opening of his printing office.2
The first dated book was The Roman Office – The Office of 
the Blessed Virgin Mary, a prayer book for personal devotion 
published on the 15th of December 1530. However, because 
of its lack of a colophon, Anica Nazor convincingly proposed 
that the first book was actually a manual for learning how to 
read entitled Psalter, published sometime between Kožičić’s 
return in October and the printing of the Roman Office in 
December that year.3 Other four books were printed in 1531: 
the Rijeka Missal (28th of April 1531), the main and central 
book produced in the Rijeka office, the Little Books of the 
Cross (2nd of May 1531), the Little Books of the Lives of the 
Roman Pontiffs and Emperors (25th of May 1531), and the 
Little Books on Being a Monk (27th of May 1531). Unlike the 
Psalter, all the other books contain colophons upon which the 
chronology of their publishing is established, and which offer 
insight into the activity of the Rijeka printing office. From 
colophons we know that Kožičić printed books in the house 
where he lived in Rijeka, that he was the sole financier of his 
publishing undertaking, and that in the process of printing 
he had the help of two printers, Dominic and Bartolomeo 
from Brescia, who probably came with him from Venice.
Today, the Glagolitic books printed in Rijeka are regarded as 
bibliophile rarities, with some of the titles preserved in only 
a single copy.4 It is therefore praiseworthy that five of them 
were published as facsimiles, usually accompanied with the 
transliteration of the texts.5 Along with the facsimile editi-
ons, the Rijeka titles have been exhaustively studied from a 
philological point of view.6
In contrast, the illustrations of these titles received little 
or no attention despite the fact that books stand out in the 
history of early Glagolitic printing as the most lavishly illu-
strated ones. As such, however, they were regularly featured 
in overviews on the Renaissance art in Croatia, as well as 
in works concerning the history of Croatian printing.7 The 
literary historian Petar Kolendić dealt with their illustrations 
in the most detail, in an article published in 1934.8 Altho-
ugh he only knew of the existence of four titles, he had all 
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the illustrations at his disposal.9 Kolendić described these 
four titles in brief, connected the illustrations used in them 
with Venetian production, and after he had deciphered the 
signatures on three illustrations, identified the woodcutter 
as Matteo da Treviso. He concluded that the Rijeka printing 
office’s hardware ended up in Venice because of the use of one 
illustration from the Rijeka Missal there in 1554. The state 
of research stayed mostly as it was at the time of Kolendić’s 
findings, which were recently reaffirmed.10 The exception 
to that is a contribution by Milan Pelc (2006) in which he 
identified the model for one illustration.11
This paper aims to expand the knowledge on illustrations 
used in the Glagolitic books printed in Rijeka from several 
points of view. Based on the insight into book production in 
Venice during the first decades of the 16th century, number 
of models for these illustrations will be identified in the 
titles published in the publishing world centre of that time. 
Noticeably different stylistic features detected among the 
illustrations used in Rijeka are the result of appropriating the 
models from several sources. These dissimilarities point to a 
more prominent intention than just making books visually 
attractive, especially since specific images are not firmly re-
lated to the textual segments of the books. Through analysis 
of individual illustrations, it will be disclosed that they were 
most likely chosen with the intention to communicate a me-
ssage of patronage and propaganda – message that becomes 
readable when illustrations are considered as elements of the 
complete visual program.
The Illustrations in the Glagolitic Books printed in Rijeka
The visual program of the Rijeka printing office, beyond 
the level of simple versal initials (Glagolitic and Latin), 
consists of the following elements: the printing office’s 
sign, six illustrations (printed from eight woodcuts), one 
larger historiated Latin initial T, and set of 13 historiated 
Latin initials supplemented with 5 decorated Glagolitic 
initials of the same size. Not all of these elements were used 
with equal frequency (see Appendix). It is precisely their 
distribution within six Glagolitic titles that offers evidence 
that the visual program was pre-planned to fit the needs 
of specific editions, which will be elaborated on further in 
the text. Illustrations appear in four books, and in three of 
them (Roman Office, Lives, and Psalter) they are restricted 
only to title-page images. The fourth title, the Rijeka Missal, 
or as Kožičić entitled it, the Misal hruacki (Croatian Missal), 
includes most of the illustrations (Saint Jerome in His Study, 
Annunciation, Crucifixion, Saint Mark, Saint Luke) and all 
the initials at the disposal in Rijeka, which unquestionably 
makes it the central book produced in the Rijeka printing 
office. In view of that fact, it is important to add that half of 
the initials and four illustrations appear only in this book.12 
Of the other two illustrations, the Missal does not contain 
Saint Simeon the God-Receiver, so at least one of the books in 
which it was used – the Psalter or the Roman Office – must 
have been planned for publication at the moment Kožičić 
was in Venice acquiring the woodcuts. However, the sixth 
illustration, depicting Saint Jerome, must have been intended 
only for the Missal at first. From his statement in the letter 
addressed to the Bishop of Trogir Toma Nigris dated the 4th 
of May, we know he decided to publish the historiographic 
work Lives of Roman Pontiffs and Emperors at a later date. 
In that letter, printed as a dedication in that book, Kožičić 
wrote: “After I finished this missal and some other books, it 
seemed to me appropriate to print this book as well.”13
The illustrations in The Rijeka Misal (Misal hruacki)
The most elaborate illustrations in the Missal and the entire 
visual program of the Rijeka printing office are two full-page 
illustrations depicting the Annunciation (Fig. 1) and the 
Crucifixion (Fig. 2). Both of them are composed of several 
segments, in both a visual and material sense. Central fields 
with the main themes are framed by smaller fields that depict 
narrative scenes or individual figures, bearing no deeper 
semantic connection to the central frame they surround. 
Besides the visual and iconographical separation, scenes are 
divided materially as well: two fields on the lower border are 
made in one woodblock, and the upper ones are an integral 
part of another, separate one.14 On their own, these multi-
level separations point to several sources from which these 
images are composed of.
Milan Pelc identified the Annunciation in the Rijeka Missal as 
a composition identical to the one in the Missale Romanum15 
published by LucAntonio Giunta in 1501.16 LucAntonio 
Giunta (1457–1538) was one of the most outstanding Ve-
netian publishers/printers of the late 15th and first decades 
of the 16th century.17 He owed his great success to embellis-
hing books, especially liturgical books, with woodcuts. 
While earlier missals were illustrated mostly only with the 
so-called Canon Crucifix, in a group of 1501 publications 
Giunta introduced a broader spectrum of images in his bo-
oks.18 During his publishing career, which lasted until 1535, 
Giunta published about 50 missals, as well as other liturgical 
books. Woodcuts he used appear repeatedly in more than one 
edition, and from this large number of illustrated liturgical 
books published by Giunta a number of models for the Rijeka 
Missal has emerged.
Along with the Annunciation, Giunta’s 1501 Missale Roma-
num includes a Crucifixion comparable to the one in the 
Rijeka Missal. However, other elements of the visual program 
used in the Rijeka printing office are not detectable in this 
edition. This Crucifixion (Fig. 3) and more comparative 
examples, on the other hand, appear in Giunta’s later publi-
1. Annunciation, The Rijeka Missal (Misal hruacki), Rijeka, 1531
Navještenje, Misal hruacki, Rijeka, 1531.
2. Crucifixion, The Rijeka Missal (Misal hruacki), Rijeka, 1531
Raspeće, Misal hruacki, Rijeka, 1531.
3. Crucifixion, Missale Romanum, Venice, LucAntonio Giunta, 1507
Raspeće, Missale Romanum, Venecija, LucAntonio Giunta, 1507.
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cations in a similar small format, namely a set of historiated 
initials, and bottom-margin historiated borders (Fig. 4).
Scenes occupying two fields on the lower borders of the 
Annunciation and the Crucifixion were used in several of 
Giunta’s missals along with the Annunciation and the Cru-
cifixion, but only as decorative borders in the bottom mar-
gins, and not as part of these illustrations (e.g. the Missale 
predicatorum19 from 1504 and the Missale monasticum20 from 
1515). There, they were parts of a broader iconographical 
cycle depicting scenes from the life of the Virgin Mary, and 
in lesser part, the life of Christ.21 The scenes on the upper 
borders and those flanking the central depictions of the 
Annunciation and the Crucifixion derived from other pu-
blications, not only from those published by Giunta. LucAn-
tonio Giunta used the decorative border with God the Father 
surrounded by musician and praying angels (Fig. 5) in the 
1521 Missale Romanum.22 Because of the larger dimensions 
of Giunta’s missal, the cutter of the woodblock used in the 
Rijeka Missal “broke” the frame into three pieces and tailored 
them so they could fit the newly created composition of a 
full-page illustration. He used the greater part of the frame as 
an upper margin border, while he placed praying angels on 
the lateral sides below, in columns with other figures. Here 
the depicted apostles Peter, Andrew, Paul, and John came 
from yet another marginal side-border used in the Missale 
Romanum23 published by Giacomo Penzio (1495–1527) in 
1521 (Fig. 6).24 That same edition of Penzio’s contains mo-
dels for two more illustrations copied in the Rijeka Missal: 
smaller independent illustrations with the Evangelists Saint 
Luke (Fig. 7) and Saint Mark (Fig. 8).
The identification of models within the corpus of Venetian 
books published in the first decades of the 16th century 
further provides a basis for the correct interpretation of the 
scenes in the Latin historiated initials. Regardless of the Latin 
form of the letters, the initials in the Rijeka Missal were used 
in accordance with the Old Church Slavic language. However, 
scenes placed within these initials do not correspond to the 
texts that begin with them.
The theme of a larger historiated initial T, an angel 
approaching the front facade of a church (Fig. 9), used at the 
beginning of the Mass Canon in the Rijeka Missal does not 
correspond to the text. The canon of the Mass, which in Latin 
4. Missale predicatorum, Venice, LucAntonio Giunta, 1504
Missale predicatorum, Venecija, LucAntonio Giunta, 1504.
5. Missale Romanum ordinarium, Venice, LucAntonio Giunta, 1521
Missale Romanum ordinarium, Venecija, LucAntonio Giunta, 1521.
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6. Missale Romanum, Venice, Giacomo Penzio, 1521
Missale Romanum, Venecija, Giacomo Penzio, 1521.
9. Historiated initial T, The Rijeka Missal (Misal hruacki), Rijeka, 1531
Historizirani inicijal T, Misal hruacki, Rijeka, 1531 .
begins with the words “Te igitur clementisime pater”, is one 
of the most fixed places, usually and permanently reserved 
for the so-called Te-igitur initial, specific for its depictions. 
While from early on the place of this initial was occupied by 
the image of Crucified, in the Late Middle Ages, in its place 
it was also possible to find a depiction of a priest celebrating 
mass.25 Nonetheless, the theme from the Rijeka Missal is far 
away from both of them. In its original context, however, 
the image of the angel approaching the church explains the 
iconography – in Giunta’s 1521 Missale Romanum mentioned 
above, this initial was used as the introduction to the Mass 
of the Consecration of the Church.
Finally, the set of 13 historiated Latin initials (Fig. 10) unified 
by dimensions and used in the Rijeka Missal have their mo-
dels in several of Giunta’s publications. Since these examples 
were even in Latin texts used more than once, not specifically 
relating to the text, identification for some of them is not as 
specific. The figures in the letters D, G, L, M, O, S, and U 
seem to depict the general idea of a saint or martyr. Others 
can be more precisely identified, depicting King David in 
prayer (A), God the Father (B), Ss. Philip and Jacob (E), the 
7. Saint Luke the Evangelist, The Rijeka Missal (Misal hruacki), 
Rijeka, 1531
Sveti Luka Evanđelist, Misal hruacki, Rijeka, 1531.
8. Saint Mark the Evangelist, The Rijeka Missal (Misal hruacki), 
Rijeka, 1531
Sveti Marko Evanđelist, Misal hruacki, Rijeka, 1531.
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10 a–s. Historiated Latin initials (A, B, D, E, G, L, M, N, O, P, R, S, U) and decorated Glagolitic initials (Ž, Z, I, K, Ê), The Rijeka Missal 
(Misal hruacki), Rijeka, 1531
Historizirani latinični inicijali (A, B, D, E, G, L, M, N, O, P, R, S, U) i dekorirani glagoljski inicijali (Ž, Z, I, K, Ê), Misal hruacki, Rijeka, 1531.
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discarded the Annunciation as potentially being a design by 
Bordon, leaving it as the work of an unknown artist.27
The stylistic features of two other larger illustrations used 
in the Rijeka publications, the title images with Saint Jero-
me (fig. 11) and Saint Simeon (fig. 12), distance them even 
further and suggest the appropriation of models from more 
contexts.
Saint Jerome in his Study is a common theme in Renaissan-
ce painting, and especially in illuminated manuscripts and 
printed books.28 This composition usually appears at the 
beginning of Latin Bibles, since Saint Jerome is taken as the 
translator of the Vulgate. In an image from the Rijeka printing 
office, Saint Jerome is positioned in the box-like interior of an 
accentuated focal point and open to the viewer like a window 
into another space. Compared to other illustrations used 
in the Rijeka printing office, the spatial features strikingly 
differentiate this one.
The illustration Saint Simeon the God-Receiver is even more 
distant from other examples as well as from the Renaissance 
style in general. The robust form of the saint, closed within its 
own outlines is, in terms of style, reminiscent of Late Gothic 
Crucifixion (N), the Dominican martyr Saint Peter (P), and 
Death as Skeleton (R).
The significant resemblance between elements in the Rijeka 
Missal’s visual program (and thus of other books from the 
Rijeka printing office) with those in several of Giunta’s mi-
ssals leads to the conclusion that one of these publications 
probably functioned as the main model upon which the 
woodcuts were made, supplemented with illustrations from 
as-yet unidentified books.
Style of the Illustrations
Generally, all of these illustrations are considered to be 
works in a Renaissance style, but close analysis refutes this 
standpoint. In terms of style, the full-page illustrations from 
the Venetian missals, and by extension the Rijeka Missal, were 
attributed by Lilian Armstrong to two different designers 
collaborating with LucAntonio Giunta. She identified Bene-
detto Bordon (1460–1531), a leading Venetian illuminator, 
and later on, woodcuts designer from the turn of the century, 
as the designer of the Crucifixion.26 On the other hand, she 
11. Saint Jerome in His Study, The Rijeka Missal (Misal hruacki), 
Rijeka, 1531
Sveti Jeronim u svojoj radnoj sobi, Misal hruacki, Rijeka, 1531.
12. Saint Simeon the God-Receiver, The Roman Office, Rijeka, 1530
Sveti Šimun Bogoprimac, Oficij rimski, Rijeka, 1530.
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models. The saint’s firmly defined broad figure is frontal and 
stiff, looking directly at the viewer, and his placement on an 
undefined stretch of ground in front of a plain sky completely 
negates spatial dimension. Contrary to the accomplished stiff 
contours of the figure, the inner proportions fall to pieces 
– the broad cloak must be hovering around his body, while 
the arms in which he holds the baby Jesus are placed too low. 
Generally, the motif of the baby Jesus in Simeon’s hands gives 
the impression that the image is derived from the scene of 
the Presentation in the Temple, since he is usually a solitary 
figure depicted without Christ in his arms.29
Stylistic differences in the illustrations are primarily the re-
sults of several artist’s designs. While the work of designers 
in the woodcuts is indirect, the woodblocks used are the 
immediate work of the woodcutter. As already mentioned, 
Kolendić was the first to conclude that Mateo da Treviso was 
the author of the illustrations and historiated Latin initials, 
but he rejected him as the possible creator of five Glagolitic 
initials (Fig. 10) and the printer’s sign, proposing Kožičić 
ordered them from some “other, weaker master.”30
Earlier literature has seen Matteo da Treviso as a mediocre 
woodcutter active mainly, if not exclusively, as a copyist in 
Venice during the first decades of the 16th century.31 In recent 
literature, due to several monograms containing the letter 
P, he has been cautiously equalised with Matteo Pagano, a 
printer active during the later decades of the 16th century.32 
During his career, Matteo copied other artists’ designs and 
frequently added his signature.33 In the Rijeka Missal Matteo 
signed/monogramed three illustrations in three different ways. 
The Crucifixion bears the signature ‘matio fecit’ (Fig. 2), the 
Annunciation is monogramed ‘M.F.’ (Fig. 1), and the histo-
riated initial T only with ‘.m.’ (Fig. 9). In a close comparison 
of the Rijeka Missal Crucifixion (Fig. 2) and the one from the 
Missale Romanum of 1507 cut by Jacobus de Strasbourg (Fig. 
3), Matteo’s limited capabilities become more obvious. The we-
aker execution of his woodcuts is characterised by firmer and 
heavier lines that produce flatness and stiffness in the figures, 
in which volume is not fully accomplished. Facial features in 
Matteo’s woodcuts lack the expressiveness immanent in the 
figures in Jacobus de Strasbourg’s woodcut; for instance, while 
in the Venetian edition John’s expression evokes ethereality, 
in the Rijeka edition he is disinterested in the scene his in. 
Throughout, details are simplified; for instance, the skull in 
the lower right corner lacks recognisability.
Regarding the question of the two woodcutters, there are not 
enough similarities nor differences between the ‘Latin’ and 
‘Glagolitic’ parts of the visual program to completely dismiss 
or accept the possibility that Matteo cut the entire program. 
In comparison with the Latin ones, the simpler form of the 
Glagolitic initials and the sign of the office is the result of 
the modest design after which they were cut. In that sense, 
it should take into consideration the possibility that Matteo 
cut all of them, in which case it would be reasonable to assu-
me Kožičić ordered him to cut everything. Furthermore, in 
favour of this proposition is the fact that none of the signed/
monogramed illustrations were recognised in books printed 
prior to the Rijeka Missal.
Planning the Visual Program
Despite the problem of the woodcutters, the Glagolitic ini-
tials are an important element for understanding the visual 
program. Firstly, they were certainly introduced for practical 
reasons, to fill the void in the grapheme repertoire, since not 
all of the phonemes used in the Old Church-Slavic language 
were represented in the Latin alphabet. Secondly, they pro-
bably had the function of keeping a hint of the design from 
previous Glagolitic publications.
This duality, which includes the transmission of Italian/Latin 
book culture into Glagolitic printing and the maintenance of 
the remembrance of the Glagolitic tradition, imbues every 
segment of the books. Namely, it becomes more prominent 
when considered in relation with the findings of philologi-
cal analysis. Slavic philologists came to the conclusion that 
Kožičić was not only the printer or publisher, but also the 
translator and editor of the texts, which is in keeping with 
his own statement that he translated anew and clarified 
numerous passages from the Holy Scripture.34 Research 
into the texts and language revealed not only precise textual 
templates or proofs that point to the conclusion that he trans-
lated from an as-yet unknown Latin source (as is the case 
with the Missal), but to a duality in his editorial focus. On 
the one hand, Kožičić turns to the Slavic language tradition 
(e.g. using old lingual forms), and on the other, he looks to 
Latin literacy for textual models and with the intention to 
harmonise the translation of the Bible into Church Slavic 
with the Vulgate so that his congregation can listen to God’s 
Word as accurately as possible.
The creator of the Rijeka printing office’s visual program, 
in all likelihood Kožičić himself, thus constructed it guided 
by the same idea. A visual program similar to up-to-date 
Venetian publications testifies to Kožičić’s humanist en-
deavours and high awareness of contemporary Venetian 
book design, while through the preserved references to the 
Glagolitic tradition, Kožičić entered into the role of heritage’s 
protector and promotor. The books printed in Rijeka are the 
result of the only pre-imagined visual program in Glagolitic 
printing that had the function to communicate a message 
on a visual level.
Adopting illustrations from other titles was the usual practice 
in the early 16th century, even from different sources with the 
intention to create a new narrative that would fit thematic 
needs. Even though it is not to be expected that earlier books 
would have a more elaborate program, the Rijeka publica-
tions surpass expectations.
In that sense, in the context of Glagolitic printing, the main 
novelty of the Rijeka publications was an elaborate title page 
that included images. As was usual in (Venetian) missals of 
the time, the title page was reserved for saint(s) important 
for the recipient of the book, in some way connected to 
the patrons. For example, Giunta’s Missale predicatorum,35 
intended for Dominican friars, depicts Dominican saints 
(Dominic, Thomas Aquinas and Catherine of Siena, among 
others), while on the Benedictine Missale monasticum36 are 
the saints Benedict, Placid and Maurus along with the note 
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Congregatio Casinensis at the bottom referring to the newly 
established congregation of Saint Iustina.
Saint Jerome was suitable for the title page of the Rijeka Missal 
for two main reasons. Studying the text and language of the 
Misal, Mateo Žagar has already concluded that the “graphic 
of Saint Jerome gets its full meaning” on the title page due 
to the fact that Kožičić “put an effort into editing the text in 
order to be as close as possible to the Latin template”, i.e. to 
edit it according to Saint Jerome’s Vulgate.37 While further 
afield Saint Jerome is considered to be the translator of the 
Vulgate, in the local, Glagolitic tradition, he was also held 
to be the creator of the Glagolitic script. Looking through 
the prism of political propaganda, the use of Saint Jerome’s 
image not only reflects both elements, but aims to affirm the 
Glagolitic tradition as a specific yet integral type of liturgy 
within the Roman Catholic Church.
It is unquestionable that this illustration was intended es-
pecially for the Missal. The only other use within the Rijeka 
printing office is recorded in the Lives of Roman Pontiffs 
(…) which, as noted before, Kožičić decided to print at a 
later time, when half of his books, including the Missal, had 
already been published.
Venetian publications find fit to depict the author of the 
contemporary writings through the image of his heavenly 
protector and namesake. Just like, for example, Giroalomo 
Savonarola’s Lo sottilissimo & deuotissimo libro della Verita 
della fede christiana dimandato Triumpho della croce di Chris-
to38 have the author’s namesake Saint Jerome as the title page 
illustration, Kožičić employed the same customary practice 
by using the image Saint Simeon the God-Receiver (Fig. 12).
The image of Saint Simeon appeared on two titles, the Psalter 
(an abecedary) and the Roman Office (a book of hours). Since 
Kožičić was certainly familiar with contemporary publishing 
practices, we should consider the possibility that this image 
was originally planned for an abecedary, a book for which he 
could claim authorship, and on which he could present him-
self (through Saint Simeon) as the author.39 As such, it is even 
more plausible that the image of Saint Simeon was planned 
for the Psalter as probably the first book to be published.
Finally, Kožičić, as a true humanist, bumped the stamp that 
promotes him not only as a publisher, but also as a patron 
of the Glagolitic printing office in Rijeka, and by extension, 
of Glagolitic heritage in its entirety. He didn’t pass over the 
opportunity to include elements in the visual program that 
can be interpreted as references to his noble descent and as 
memories of his fatherland, the Zadar County that is one of 
the cradles of the Glagolitic tradition.
In the titles and the colophons of some books, the bishop 
named himself ‘Šimun Kožičić Zadranin’ (Simeon Kožičić 
from Zadar).40 Saints from the title pages are references to 
this familiar context as well. Generally, the cults of both 
saints were highly developed at that time both on the Adriatic 
coast and in Zadar. Saint Simeon’s body had lain in the town 
from the 13th century onwards, and from the late 14th century 
inside a gilded shrine ordered under the patronage of the 
Bosnian queen Elisabeth Kotromanić. As an important local 
saint, Saint Simeon is depicted right next to Saint Jerome on 
the Ugljan polyptych, for which Emil Hilje noted “all of de-
picted saints are patrons of Zadar or Ugljan churches.”41 This 
polyptych was originally placed on the altar in the Franciscan 
monastery church of Saint Jerome in Ugljan, located on an 
island facing Zadar. That same monastery dedicated to Saint 
Jerome was founded in 1430 by Kožičić’s grandfather Šimun 
as family foundation, and later served as Bishop Kožičić’s 
resting place. He was buried in the cloister of the Franciscan 
Monastery in a family tomb in 1536. His brother Ivan Donat 
erected him a tombstone with the family coat of arms – the 
same one used in his books as a sign of his printing office.42
* * *
Empowered by printing as a powerful medium of the early 
modern period, Bishop Kožičić Benja set up a platform for 
personal representation and for spreading messages and 
ideas. By appropriating Venetian models, Kožičić represents 
himself as an intellectual familiar with contemporary book 
and art production in Venice, while through a dissemi-
nation of the national script, and language and literacy in 
general, he underlines his role as protector and promotor of 
Glagolitic heritage. Even though is hard to imagine Kožičić 
could choose saints other than those depicted on the title 
pages, it seems more important that he was conscious of the 
political-propaganda connotations imprinted in the visual 
program featuring these saints. Only when observed through 
Kožičić’s role and activity does the full meaning of the visual 
program imagined for the books from the Rijeka printing 
office become quite vivid.
* An earlier version of this paper, entitled “The Layers of 
Propaganda in Glagolitic Books printed by Bishop Šimun 
Kožičić Benja in Rijeka”, was presented at the international 
conference The Power of Media: Patronage, Representation 
and Propaganda in the Early Modern Period (1450–1800) 
between the Mediterranean and Central Europe (Split, Split 
City Museum, 13–15 June 2018).
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Sažetak
Ivan Ferenčak
Ilustracije u glagoljskim knjigama biskupa Šimuna Kožičića Benje  
tiskanim u Rijeci (1530.–1531.)
Glagoljsku tiskaru u Rijeci osnovao je krajem 1530. godine 
biskup Šimun Kožičić Benja (oko 1460.–1536.). U svega šest 
ili sedam mjeseci u njoj je glagoljicom otisnuto šest naslova 
knjiga. Sva su izdanja ilustrirana barem inicijalima i označena 
tipografskim znakom Kožičićeve tiskare, a osobito je bogato 
ilustriran Misal hruacki. Misal sadrži pet ilustracija (Sveti 
Jeronim, Raspeće, Navještenje, Sveti Marko, Sveti Luka), jedan 
veći historizirani latinični inicijal te seriju od 13 historizira-
nih latiničnih inicijala koja je nadopunjena s pet glagoljskih 
inicijala iste veličine. Osim ilustracija iskorištenih u Misalu, 
tiskara je raspolagala još jednom ilustracijom, Sveti Šimun 
Bogoprimac koja je korištena kao naslovnica dvaju izdanja.
Uzore za ilustracije prepoznajemo u više liturgijskih knjiga 
tiskanih u Veneciji tijekom prvih desetljeća 16. stoljeća i to 
u najvećoj mjeri u izdanjima LucAntonia Giunte (1457.–
1538.). Osim što potječu iz različitih izdanja, ilustracije 
su međusobno i stilski različite. Od pretežito renesansnih 
ilustracija odudara ona Sveti Šimun Bogoprimac u kojoj su 
se zadržali tragovi gotičkoga leksika.
Preuzimanje uzora iz više izvora i zanemarivanje stilskih 
razlika ukazuje da su ilustracije, iako nisu čvrsto vezane 
uz tekstove, birane s namjerom. Razmatrane u kontekstu 
cjelovitoga vizualnog programa ilustracije Sveti Jeronim i 
Sveti Šimun Bogoprimac iskorištene na naslovnicama pružaju 
uporišta tumačenju Kožičićeve namjere da približi svoja 
izdanja suvremenoj praksi venecijanske produkcije knjiga. 
Likovi svetaca na naslovnicama s jedne strane identificiraju 
zajednicu kojoj su namijenjene, a s druge strane identifici-
raju autora teksta koji slijedi nakon njih. U tome smislu, lik 
sv. Jeronima ima funkciju ukazati na glagoljaško bogoslužje 
kao specifičan, ali integralan segment Rimokatoličke crkve 
te ujedno istaknuti tekstove u Misalu za koji je prvotno 
namijenjen kao nove prijevode prema Jeronimovoj Vulgati. 
Lik sv. Šimuna, kao imenjak biskupa Kožičića, na naslovnicu 
je dospio s funkcijom ilustriranja njegova autorstva izdanja. 
Kako se ova ilustracija nalazi na naslovnicama dviju knjiga, 
Psaltira (abecedarija) i Oficija (časoslova), prvotno je vjero-
jatno bila namijenjena Psaltiru koji Kožičić snažnije može 
predstaviti kao autorski rad od stabilnijih obrazaca molitvene 
knjige. Konačno, u ilustracijama s likovima tih dvaju svetaca 
uočavaju se političko-propagandne konotacije koje je Kožičić 
spretno iskoristio i kao reference na vlastitu ulogu u očuvanju 
i promicanju glagoljaške baštine.
Ključne riječi: knjižne ilustracije, drvorezi, glagoljske tiska-
ne knjige, glagoljska tiskara u Rijeci, Misal hruacki, biskup 
Šimun Kožičić Benja, 16. stoljeće
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(1765./1790.) i propaganda “Vjerske tolerancije”
1: © Austrian National Library, Vienna 
2: © Austrian National Library, Vienna 
3: © Vienna Museum
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4: © Vienna Museum
5: © Vienna Museum
6: © Vienna Museum
Martina Frank
Representing the Republic in Seventeenth-Century Venice / Pred-
stavljanje Republike u Veneciji 17. stoljeća
1, 3, 4, 5, 12: © Austrian National Library, Vienna / Österreichische 
Nationalbibliothek
2, 15: Martina Frank
6: © University Library of Padua / Biblioteca universitaria di Padova
7: © McNay Art Museum
8: Cat Bauer (https://venetiancat.blogspot.com/2016/11/thanksgiv-
ing-in-venice-celebrates-black.html)
9, 10: https://www.lamoneta.it/topic/157941-medaglia-nicol% 
C3%B2-contarini/
11: © José Luiz Bernardes Ribeiro / CC BY-SA 4.0
13: Internet culturale
14: © Marciana National Library / Biblioteca Nazionale Marciana, 
Venezia
16: © Museo Civico del Castello di San Giusto, Trieste
Bálint Ugry – Maja Žvorc
The Čakovec Stone Bust Collection: New Identifications, Possible 
Dating and the Identity of its Commissioner / Zbirka kamenih bisti 
u Čakovcu: Nove identifikacije, moguće datacije i naručitelj
1, 4, 6, 8, 10: Jovan Kliska 
2: © Austrian National Library (Österreichische Nationalbibliothek), 
Vienna
13, 15: © Museum of Međimurje (Muzej Međimurja), Čakovec
3, 5, 7, 9, 11, 14, 16: Corpus Juris Hungarici, Tyrnaviae, 1751.
12: © National Széchényi Library (Országos Széchényi Könyvtár), 
Budapest
17, 18: © National Archives of Hungary (Magyar Nemzeti Levéltár), 
Budapest
19: Bálint Ugry 
Damir Tulić
Glory Crowned in Marble: Self-promotion of Individuals and Fami-
lies in Seventeenth- and Eighteenth-Century Monuments in Istria 
and Dalmatia / Slava okrunjena mramorom: Samopromocija osoba i 
obitelji na spomenicima 17. i 18. stoljeća u Istri i Dalmaciji
1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 13, 15, 16, 17: Damir Tulić
14: Samo Štefanac
Jasminka Najcer Sabljak
Portraits of Habsburg Rulers in the Aristocratic Collections of Eastern 
Croatia / Portreti vladara obitelji Habsburg u plemićkim zbirkama 
istočne Hrvatske




Projekt Fausta Vrančića za opsadu Ostendea iz 1603. godine / Faust 
Vrančić’s Design for the Siege of Ostend from the Year 1603
1: Matthias Dögen, Architectura militaris moderna (...), Amstelodami, 
1647., 354–355.
2–4: © Rijksarchief in België / Archives de l’État en Belgique, Alge-
meen Rijksarchief / Archives générales du Royaume, Fond Duitse 
Staatssecretarie / Secrétairerie d’État Allemande, 413, p. 309
5: Pompeo Giustiniano, Delle guerre di Fiandra libri 6. Di Pompeo 
Giustiniano del Consiglio di guerra di S. M. C. (...) Posti in luce da 
Gioseppe Gamurini (...) con le figure delle cose più notabili, In Anversa, 
1609., 84–85
Radoslav Tomić
Generalni providur Leonardo Foscolo i umjetnost u Dalmaciji / 
Provveditore generale Leonardo Foscolo and Art in Dalmatia
1–30: Fotografije iz arhive autora
4: Presnimak iz: Alfons Pavich pl. Pfauenthal, Prinosi povijesti Poljica, 
Sarajevo, 1903., 79.
Petar Puhmajer
Dvorac Cernik – kontinuitet i mijene predturskog nasljeđa u barokno 
doba / The Cernik Castle – Continuity and Change in the Pre-Ottoman 
Heritage during the Baroque Era
1, 2, 9: Paolo Mofardin, Fototeka IPU
3 a, b; 6 a, b, c, d: arhitektonski snimak Sanja Štok i Barbara Kulmer, 
grafička obrada Marin Čalušić
4, 7, 10, 11: Petar Puhmajer
5: © Generallandesarchiv, Karlsruhe 
Bojan Goja
Kuća Cattinelli 1772. godine: prilog poznavanju stambene arhitekture 
u Zadru u 18. stoljeću / 
The Cattinelli House in 1772: A Contribution to Our Knowledge of 
Housing Architecture in 18th-Century Zadar
1, 2: Bojan Goja
3, 4: Branko Maroević, dipl. ing. arh., izrada nacrta
Iva Pasini Tržec
Slike starih majstora iz zbirke Ervina i Branke Weiss u Strossmayero-
voj galeriji u Zagrebu / Paintings of Old Masters from the Collection of 
Ervin and Branka Weiss in the Strossmayer Gallery in Zagreb
1, 3, 6: Arhiv Strossmayerove galerije HAZU, dokumentacija Weiss
2: MAK – Museum of Applied Arts (Museum für angewandte Kunst), 
Vienna 
4: RKD – Netherlands Institute for Art History (Rijksbureau voor 
Kunsthistorische Documentatie), Den Haag
5: Palais Liechtenstein, Vienna
6: © Strossmayerova galerija starih majstora HAZU
7: BDA – Bundesdenkmalamt Archiv (Federal Monuments Authority 
Austria Archive), Vienna
Irena Kraševac
Prva tri djela u fundusu Moderne galerije Društva umjetnosti / The 
First Three Artworks in the Holdings of the Modern Gallery of the Art 
Society in Zagreb
1, 4: Goran Vranić, Moderna galerija, Zagreb
2:  Paolo Mofardin, Institut za povijest umjetnosti, Zagreb
3:  digitalna presnimka iz kataloga izložbe: Ivan Meštrović. Skulpturen, 
Nationalgalerie, Staatliche Museen Preußischer Kulturbesitz, Berlin, 
1987. (Nenad Gattin?)
5: Arhiv Galerije grada Praga / Archive of Prague City Gallery
